This article examines the new cinemas, film cultures and discourses emerging from three of the film-producing nations most adversely affected by the Eurozone crisis. 
2 spring of 2010, followed by Portugal in April 2011 and then by the rescue of Spanish banks with Eurozone funds at the end of 2012. In all three countries, the effects of the crisis have begun to ripple out to their respective cultural industries. However, these effects transcend the purely economic. Our goal in the pages that follow is to investigate creative manifestations emerging from these film nations that have been brought into sharp relief -or even enabled -by the crisis. Since we focus on recent developments and on (regulatory, economic, cultural) processes that are still ongoing, we do not aspire to offer a comprehensive or definitive analysis of the relationship between the financial crisis and the film sector in the three countries under investigation. Rather, this article is prompted by questions that resonate within and across national borders; questions that, we argue, reveal a broader European dimension to the debates and sit, like the crisis itself, at the intersection of the national and the transnational.
Our intervention in these debates particularly underscores the highly paradoxical nature of the discourse of crisis when examined in relation to what we could call Western Europe's 'other' cinemas. By this we mean cinemas marked as other not only by their nations' shared predicament -their current association with an economically troubled South in the insidious picture of a two-tier crisis-ridden Europe -but also by the particularity that comes from both scale and cultural recognition.
Discussing the status of cinemas from small nations, Mette Hjort points out that [w] hat the concept of small nation acknowledges is that the game of culture, be it film culture or some other form of cultural articulation, is more accessible to some groups than others, more hospitable to some aspirations than others, and, in the long run a process involving winners and losers. (2005: 31) FOR KING'S REPOSITORY ONLY -PLEASE REFER TO PUBLISHED VERSION
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In this respect, we propose the notion of 'small' and of 'other' cinemas as coterminous on the basis of the dynamics of recognition that constrain the work of the film-makers under study, of their perceived disadvantageous position in the 'game' of film culture. All three countries are relatively young democracies (Portugal and Greece became constitutional democracies in 1974; Spain, in 1978) and experienced a belated entry into European institutions -Greece joined the European Union (then the European Economic Community) in 1981; Portugal and Spain followed in 1986.
Parallel to these political timelines is the three countries' marginal position in the international canon of European art cinemas, which in the global market still largely stands for the idea of European cinema tout court.
The three-part structure of this article proposes a comparative outlook on the discourse of the crisis and its apparent contradictions. Thus we explore new forms of art-house film-making at a time in which the role and the very survival of the statesubsidized cultural sector in recession-hit Europe has been crucially thrown into question. Our analysis points at the cyclical nature of such discourse and explores the creative responses mobilized by these new cinemas.
Portugal: From decline to internationalization
Austerity in Portugal has not only had quantifiable consequences, it has also generated an overwhelming volume of public discourse, particularly about the arts Coelho's article is also revealing because, while alluding to the impact of the contemporary crisis, it simultaneously refers to such history. The idea of the 'year zero' is a familiar trope in scholarly publications, although in historical accounts of Portugal's cinema it is 1955 (and not 2012) that is generally described as the 'year zero', as no films were produced in the country that year (cf. Costa 1991: 109) . By establishing a connection with the 1950s, the article highlights the fact that, even though this is a contemporary and transnational crisis, there is, at least in Portugal, a (national) history to this -a crucial issue for the understanding of the crisis, discussed in more detail below.
Film output is also one of the best indicators to examine the consequences of the contemporary crisis in cinema. Circa ten fiction feature-films are produced in Portugal every year. The graph in Figure 1 represents the evolution of film production in the country between 2004 and 2013. In absolute terms, the graph shows a slight increase FOR KING'S REPOSITORY ONLY -PLEASE REFER TO PUBLISHED VERSION 5 in relation to the Portuguese average. But although not unexpected, the graph also shows a sharp decrease in film production after 2011. While no evidence has been found to suggest the upsurge of 2010 would have been the beginning of a new growing trend, the impact of the cuts imposed on the film sector after 2011 is remarkably clear: by 2013, the numbers had lowered to less than a third of the films normally produced. (Ismael, 2012) , which was seen by 256,158 spectators, and the youth-oriented Morangos com Açúcar -o filme (de Sousa, 2012) , watched by 238,200 spectators. It should be said that these films, like the vast majority of successful Portuguese films, despite popular with audiences, never recoup their production costs. But while this might justify the inapplicability of words such as 'industry' and 'market' in the Portuguese context, it nevertheless highlights an important sign of vitality in an otherwise badly damaged sector. Even though state support drops, cinema seems to survive. More than a 'year zero ', 2012 emerges as the continuation of a deeply unbalanced and unstructured system FOR KING'S REPOSITORY ONLY -PLEASE REFER TO PUBLISHED VERSION 7 (producing at the same time art cinema for external consumption and unprofitable popular cinema for national audiences only) that has struggled with the idea of crisis for decades.
The tension between seeing the crisis as a period of exception or assuming it to be 'business as usual' is also present in the discourse on contemporary Portuguese cinema. Here, three main concepts emerge. The first keyword, and perhaps the most obvious, is decline. This is illustrated in material terms, as many cinemas across the country have closed since 2011 -especially historical theatres, and art-house cinemas in their majority, which are unable to compete with ever ubiquitous multiplexes.
Portuguese cinema too is presented as having a compromised future. In May 2012 film professionals organized a series of protests outside the Portuguese parliament (which were paired with public screenings, discussed below) to demand that the government rethink their position in relation to the funding available for the arts. In the same month, Gomes, Salaviza and Tocha were invited to parliament to celebrate their international achievements. Instead, the film-makers took advantage of the opportunity to criticize the government and demand more support for national film in front of the media.
The second keyword emerging is the past -more specifically a familiar past, that is, the repetition of history. The screenings outside the parliament in May 2012 showcased the history of Portuguese film; while this might be a cinema with no future, it is certainly one with a past. Likewise, there is a sense that the crisis has been around for some time, and that it has been experienced before. A series of comparisons between the current situation and the nineteenth century have been To a certain extent, the crisis does not have a strong impact on the film sector because Portuguese cinema was already, or has always been, in crisis. However, this does not undercut the seriousness of the situation. While Portuguese cinema might survive, several structural problems remain and these are as important in post-bailout Portugal as they were before 2011. At the same time, the crisis is a period of exception because it underlines some of the extreme aspects of Portuguese cinema, good and bad; it frames old issues in a new perspective.
The final keyword emerging in the discourse about cinema and the crisis in Portugal is internationalization, which has significantly gained currency since 2011. Portuguese cinema is a paradigmatic example of the cinema of a small nation (Hjort 2005) . Portugal is both: a small country that produces films and a country that produces a small number of films. But Portuguese cinema also challenges this notion.
For instance, what is the 'greater' state that makes Portugal 'small' by comparison?
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Not a former colony, but a former colonial power, this is perhaps an example of a nation that uses not a state but two diverse transnational geopolitical spheres (Europe and a supposed Lusophone world) as its 'others'. Yet, these are others in which Portugal simultaneously seems to include itself -a trend only reinforced after 2011.
As a period of exception in terms of reflection (perhaps more than financially or industrially), the crisis has allowed for a maturation of the turn to the transnational.
The year 2012 marks Portuguese cinema's dismissal of the national question and instead potentiates its international affirmation.
Both the numbers and the discourse representing Portuguese cinema are highly paradoxical: although the crisis is contemporary, undeniable signs of vitality emerge;
there are historical glories to be celebrated (including those screened outside the parliament) even though the crisis has been ongoing, and is therefore also a feature of the past. On the one hand, the crisis is 'business as usual', which raises questions about how to measure the impact of austerity in a sector that, ultimately, has always been in crisis. On the other, this is a moment of exception insofar as it highlights important trends in Portuguese cinema. It remains to be seen the extent to which decline and history, as themes and contextual pointers for analysis, appear in the films produced after 2011. Worthy of further consideration is also the value of internationalization, namely in terms of the consequences it has for the definition and understanding of national Portuguese cinema.
Between crisis and renewal: The paradoxes of the Greek 'Weird' wave
The debt crisis has not only become a major trope within contemporary Greek cultural production; it also constitutes the key perspective through which almost all Greek artistic activity is currently viewed both at home and abroad -something that is FOR KING'S REPOSITORY ONLY -PLEASE REFER TO PUBLISHED VERSION 11 understandable considering that Greece is the most severely affected nation of the Eurozone. Specifically, mirroring the Portuguese case, discourses around the Greek crisis revolve around its paradoxical nature: on the one hand, the devastation that has been brought about as a result of the fiscal debt and ensuing austerity measures, and on the other, the renewal and creativity that the financial and sociopolitical instability has inadvertently helped to foster. Cinema is central in this context because of its role in spearheading the interest in Greek culture and, arguably, in redirecting the negative media coverage arising from the country's financial mismanagement towards a more positive interest in its new, creative side.
The type of cinema that has come to be associated with the crisis is generally known as 'The Greek New Wave'. Other terms commonly used include 'Young Greek Cinema' (Kerkinos 2011) , 'New Greek Current' (Demopoulos 2011) and 'Greek Weird Wave' (Rose 2011) -the latter being a problematic appellation that is discussed later. All labels refer to low-budget art films made by first-or second-time film-makers, which have premiered at international film festivals, subsequently winning awards and critical acclaim, and which have found distribution in Europe and the United States. While the films of the Greek New Wave are not characterized by homogeneity there are marked similarities among them that allow for the applicability of the collective term. What primarily links them together is a concern with the present (as opposed to the focus on history in the films of the previous generation, the most representative of which is Theo Angelopoulos). Focusing on challenging subject matter, which invariably revolves around domesticity and youth, the films adopt a critical stance towards contemporary Greece, which is articulated through a formally stringent visual language. The major film-makers associated with this new current are FOG is an independent organization, made up of film-makers (most of whom belong to the Greek New Wave), scriptwriters and producers, that was founded with the aim of having the then current legislation on Greek cinema reviewed. Since the 1970s, Greek cinema had relied almost exclusively on public funding -a strategy that proved highly ineffective. This was attributable to two main issues. On the one hand, state underfunding created unfavourable conditions for the development of domestic film production. On the other hand, the state's systematic violation of the existing film law 'deprived the industry of valuable alternative resources' (such as tax rebates for independent producers and the investment of 15 per cent of TV channels' gross income in film production) (Chalkou 2012: 250) . It should be noted that the Greek film sector (even when it was organized around industrial lines in the post-war period) The value of using a negatively loaded term to describe the revival of Greek cinema is highly debatable, while the uncritical embracing and recycling in both the foreign and domestic press of a label that exoticizes Greek cinema as an-Other national cinema is problematic. The 'weird' discourse becomes even more complicated when it trickles down to films, affecting both their style and the perception of their aesthetics.
This appears to be the case with Alexandros Avranas's Miss Violence (2013).
The film centres on its patriarch, a seemingly benevolent provider to a large family only to be later unmasked as a brutal incestuous paedophile. Miss Violence had a successful festival run, commencing in Venice where it won a total of four awards, including a Silver Lion for its director. Despite this, however, the film received mostly lukewarm reviews that, while praising its accomplished visual style, commented negatively on how 'predictable' it is (Lodge 2013 becomes trendsetting. The cycle evolves into a replicable style, and the line between discovery and invention becomes blurred. (Farahmand 2010: 267) In the Greek case, there emerges an interesting historical parallel: the first time that
Greek auteur films became international was in the 1960s with the successes of Pote tin Kyriaki/Never on Sunday (Dassin, 1960) and Alexis Zorbas/Zorba the Greek (Cacoyannis, 1964) . Thinkers, Trueba, 2013; El Futuro, López Carrasco, 2013) , and nascent cult pieces that subvert genre codes (Stockholm, Sorogoyen, 2013; Diamond Flash, Vermut, 2012 ; Uranes, García Ibarra, 2013) . ). This symbolic economy brings to the fore three paradoxes: a discourse of minimum visibility and maximum (self-)exposure, the nurturing of a group identity based on the cultivation of fiercely individualist styles, and a commitment to the present which, however, can be ambiguously devoid of overt political criticism.
Films about film-making such as the opening example, Ilusión, make the first paradox visible better than most. Written, directed, performed and entirely selffinanced by Castro, the film was shot in the houses of friends and in Madrid's public spaces with the assistance of a minimal (unpaid) crew and other film-maker friends (David Trueba, Félix Viscarret and Victor García León) who were cast in small parts.
With a meagre 61-minute running time, Ilusión did not aim for commercial release.
Instead, it was shown in small festivals with a strong focus on Spanish cinema (including Málaga, Barcelona, Nantes and Toulouse) before being released on the pay-per-view streaming platform Filmin. In the style of the performative comedies of Nanni Moretti and Woody Allen, Castro plays a hapless film-maker naively convinced of his project's worth, but who only manages to persuade an eccentric elderly producer who turns out to be senile and has to be incapacitated by his son.
Exposure is financial, but also personal: the film's satire largely stems from increasingly humiliating situations and deliberately blurs the line between the actor/director and his character, and between fictional plot and plausible conditions of production. Ilusión both extols and parodies the figure of the creative auteur, out of touch with the hard realities of diminishing resources and vanishing audiences.
Personal films are a quixotic enterprise -something which the very existence of
Ilusión both reinforces and contradicts.
The second paradox resides in the idiosyncratic character of many of these films which, nevertheless, seek the spectator's complicity through a first-person mode of 
Conclusion: Re-thinking the crisis
The comparative approach to the impact the Eurozone crisis has had on the cinemas of Portugal, Greece and Spain highlights three key points. First, we argue against a contingent approach to the discourse of the crisis in favour of a more considered exploration of its structural nature. Although beyond the scope of this article, the continuous production of popular cinema in these countries also provides further reasons for optimism. This said, the opportunities opening up for Europe's other cinemas should not mask the very serious issues that they face. Rosalind Galt rightly warns against the co-opting, under the rubric of world cinema, of modes of political representation into the cultural institutions of neo-liberal globalization (2013: 81) . This warning especially resonates with the drift towards self-exoticism in the Greek New Wave (despite its parallel adoption of 'guerrilla' film-making practices), and with the possibility that grassroots production modes might be appropriated as a top-down business 'model' in Spain.
The contemporary cinemas of Portugal, Greece and Spain are creatively reacting to the negative visibility of recession Europe (Harrod et al. 2014) , via diverse strategies that seek to restore agency to institutions, critics and film-makers. This transformation of their structural weaknesses into strengths against the grain of the crisis makes them uniquely fruitful case studies to examine contemporary film practices in Europe within the context of globalization.
